Potable extensity by Kalčić, Silva
“The future - what makes it?
Promises... And what is promised?
Happiness. What is happiness? Nobody
knows, but everybody wants it.”
Ranko MarinkoviÊ, Cyclops
But, on other hand, what makes the past?
Perhaps a photograph, a two-dimensional
illusionist surface that preserves the images
of past to deny or to enforce the memories
of living people, as a sort of a barthesian
camera lucid(e)a. “Here in the real world
something is happening, and no one knows
what follows. In the world of pictures the
event already took place and will continue to
occur in the same way forever“.
Susan Sontag
A photograph is just like a butterfly
pinned down onto styrofoam, a flower
pressed within a herbarium - the existence
of something supposed to be ephemeral has
been prolonged. The photographic media is
the embodiment of the contemporary cul-
ture of pictures, conceived in the moment
when Nadar created his first photograph.
He chose a common, unattractive scene:
the table covered for lunch. Still, that scene
was obviously important to him at that point
in time. By acknowledging Socrates’ stand-
point that the life that cannot be questioned
is also not worth living, one can wonder
whether the photograph is a way to ques-
tion the world in the life of the man behind
the camera?
Tudor’s photographs follow the chan-
ges in Croatia’s rural and urban life. The
photo Zagreb, 1958 has frozen the time of
constructing new residential blocks in
Zagreb’s southern suburbs - modern lodg-
ings - “dwelling machines”, surrounded by
muddy walking paths with peasants on
bicycles, equipped with mounted baskets,
commuting to town. The characters are
treated in a sculptural manner and repre-
sent only the phases of a single item, hu-
man landscapes. In the meantime, rede-
fined public space has wiped such scenes
out of the city, but this photograph reminds
me of early ‘70-ties in Novi Zagreb, when
dancing bears would be brought under the
windows. If the history is a simulation, a
temporal model, are the photographs then
some sort of time-capsules?
On the photograph Darda, 1965
recruits of an army whose titoist emblems
are no more worn have fallen asleep, entan-
gled, leaning on each other, frozen time that
“Na Ëemu se zasniva buduÊnost? Na
obeÊanjima. ©to se obeÊava? SreÊa.
©to je sreÊa? Nitko ne zna πto je, svi je
æele...” 
Ranko MarinkoviÊ, Kiklop
Na Ëemu se, meutim, zasniva proπlost?
Moæda na fotografiji, dvodimenzionalnoj ilu-
zionistiËkoj plohi koja Ëuva slike iz proπlosti
pobijajuÊi ili potkrepljujuÊi sjeÊanja æivih
ljudi, kao barthesovska camera lucid(n)a?
“U stvarnom svijetu neπto se dogaa i nitko
ne zna πto slijedi. U svijetu slika to se dogo-
dilo i zauvijek Êe se dogaati na taj naËin.” 
Susan Sontag
Fotografija je isto πto i leptir priba-
daËom naboden na stiropor, cvijet pritisnut
u herbariju - produæeno je trajanje neËega
πto je trebalo biti efemerno. Fotografski
medij je utjelovljenje suvremene kulture
slike, zaËete u trenutku kada je Nadar
snimio prvu fotografiju: izabrao je banalan,
neatraktivan prizor, stol prostrt za objed, a
oËito mu je taj prizor u tom trenutku bio
vaæan. Ako uvaæimo Sokratovo miπljenje da
nepropitan æivot nije vrijedan æivljenja, je li
tada fotografija naËin propitivanja svijeta u
æivotu Ëovjeka iza kamere? 
Tudorove fotografije kronika su promje-
na u ruralnom i urbanom æivotu Hrvatske:
fotografija Zagreb, 1958. zamrznula je vri-
jeme nove stambene gradnje u juænom
predgrau Zagreba s modernim stanovima -
“strojevima za stanovanje” - okruæenima
blatnjavim, tek utabanim cestama, kojima
seljaci na biciklima opremljenim "bisaga-
ma" od pletenih koπara - commutiraju u
grad. Likovi su tretirani skulpturalno i samo
su mijene istoga, ljudski krajolici. U meu-
vremenu je redefiniran javni prostor izbrisao
takve prizore iz grada, no ta me fotografija
potiËe da se prisjetim dovoenja medvjeda
pod prozore novozagrebaËkih zgrada joπ u
prvoj polovici 70-ih. Ako je povijest simu-
lacija, vremenski model, jesu li onda
fotografije svojevrsne vremenske kapsule? 
Na fotografiji Darda, 1965. pozaspali
su, isprepleteni, naslonjeni jedni na druge,
zaustavljeni u vremenu koje viπe ne postoji,
regruti vojske Ëija se titovka viπe ne nosi.
Slika kao æivi simbol “bratstva i jedinstva” -
bismo li si danas tako uzajamno pruæali
oslonac? Tudor ne hvata nesvakidaπnjost
obiËnoga poput candidae camere, veÊ
pokuπava zadræati upravo tu dragocjenu
svakodnevnicu u meuvremenu promije-
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presjek ubrzavanja uliËnog ritma velegrada.
On snima i “anonimne skulpture”, simbole
industrijskog svijeta uronjene u krajolik koji
(i simboli i krajolik) polako nestaju u postin-
dustrijsko doba… No, njegova je fotografija
uvijek i prije svega subjektivan izraz Ëovje-
ka iza kamere (uostalom, vienje, oko pro-
matraËa, nikada nije neosobno), gdje je
fotograf idiosinkratska mjeπavina reportera i
umjetnika, a Tudorove snimke nisu odraz
samo snimljenog motiva, veÊ i naËina na
koji ga on vidi i doæivljava. Tudor radi i por-
trete domaÊe kulturne elite (bez ironije) u
karakteristiËnom okruæenju (slikar u atelije-
ru) ili osobite geste (prinoπenje ruke licu,
ruka u dæepu, poentiranje kaæiprstom, lik
nerazluËiv od cigarete meu prstima…).
Prisjetimo se - dobra portretna fotografija
mora ispunjavati dva osnovna uvjeta: sliË-
nost i karakter. Tudor, kao dobar fotograf,
hvata izraæaj lica koji pristaje osobi po
njezinoj naravi. Njegova je fotografija svje-
doËanstvo povijesti druπtva (u smislu “Ljud-
ske obitelji”, Tenæerinim rijeËima) u drugoj
polovici dvadesetog stoljeÊa (“zadræao je
objektiv u razini ljudske visine”), fokusiran-
jem leÊe na likove koji poziraju ili rade svoj
posao ne znajuÊi za, ignorirajuÊi ili odbija-
juÊi umjetnikovu paænju. Pozadina je mut-
na, neoπtra, kadar suæen, liπen horizonta i
dubine, bez, kako piπe Tenæera, “literarnih
asocijacija beskraja”. Svjetlo je meko, po-
nekad razmazano uslijed dugih ekspozicija;
autor, naime, ne koristi bljeskalicu (Henri
Cartier-Bresson takoer radi u mediju
crnobijele fotografije bez umjetne rasvjete,
za koju smatra da “razara” objekt). Socio-
loπki aspekt Tudorovih radova stoga je iza-
zovniji od likovnog. Ali to nije sluËajno.
Druπtvo je materijal od kojeg Êe dobar foto-
graf napraviti dobre radove, koristeÊi kao
alat fotografsku kameru i “priroenu znati-
æelju”. Ian Heywood piπe kako objekti foto-
grafiranja imaju osobitost koja nije Ëinje-
niËna jedinstvenost, veÊ posjeduje znaËenje
koje u naπim æivotima imaju stvari, ljudi i
dogaaji koje se ne moæe ni zamijeniti ni
reproducirati - kao utjelovljen, privremeni
doæivljaj. Fotografija, “orue gledanja”, po-
vijesno nastaje kao naËin preispitivanja
“naËela funkcioniranja stvarnosti”. Foto-
grafska slika je istodobno kaptiranje svijeta
i jezik, odnosno sustav znakova. Umjetnik
rabi fotoaparat kako bi brzo reagirao na ono
πto se dogaa u prostorima koji ga svako-
dnevno okruæuju, u skladu s idejom da je
svaki Ëovjek i umjetnik i umjetniËko djelo,
zato πto umjetnost jest æivot: “Zar nije varka
ceased to exist. A living symbol of “brother-
hood and unity” - would we today relay in
that way on each other? Tudor is not trying
to catch the extraordinarities within the
ordinary as candidae camere do, instead he
tries to preserve this precious everyday ima-
ges of life in once rural Croatia, as a dia-
chronical cross-section of the accelerated
rhythm on the streets of a megalopolis. He
also shoots “the anonymous sculptures”,
symbols of industrialized world, submerged
into the landscape (both the symbols as
well as landscapes) and slowly dissolving
into the post-industrial age... Yet, his photo-
graph is always and before all a subjective
expression of the person behind the camera
(indeed the views and the eye of the obser-
ver are never impersonal), wherein the pho-
tographer is an idiosyncratic mixture of a
reporter and an artist and Tudor’s pictures
are not only a reflection of the chosen motif
but, also, of the way he sees experiences it.
Tudor, also makes portraits of the local cul-
tural elite (without irony) in its characteris-
tic environment (a painter in his atelier) or
particular gestures (the hand moved toward
the face, a hand in the pocket, pointing with
the forefinger, a figure indistinguishable
from the smoke of a cigarette placed bet-
ween its fingers...). Let us remind ourselves:
a good portrait photograph needs to fulfill
two fundamental conditions - personality
and character. Tudor, as a good photogra-
pher, catches the facial expressions that fit
a person’s nature. His photography is a re-
cord of the social history (in the context of
the “human family”, as Tenæera puts it) in
the second half of the 20th century (“he
kept the objective at the human height
level”), focusing the lenses on both people
that pose, as well as people working with-
out any knowledge, interest or acceptance
of his attention. The background is blurred,
lacks sharpness, the frames are narrowed,
there is a lack of horizon, depth, and, as
Tenæera said, there are no “literary associa-
tions of infinity”. The light is soft, some-
times smeared due to long exposure times:
namely the author chooses not to use the
flashlight (Henri Cartier-Bresson, also oper-
ating in the black and white photographic
media, refuses to use artificial light in belief
it “destroys” the object). For that reason,
the sociological aspect of Tudor’s work is
more provocative than the pictural. That is
no accident. For a good photographer, the
society is the material to produce good
works - using photographic camera and his
9
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own “natural curiosity” as tools. Ian Hey-
wood writes that objects of photography
have a particularity that has no factual uni-
queness, but possesses the meaning of
objects, people and events within our lives.
Such particularity is impossible to be repla-
ced and reproduced as an embodied, tem-
porary experience. Photography, “the tool of
observation”, historically evolved as a
means to question “the principles on which
reality functions“. The photographic image
simultaneously captures the world and the
language, i.e., a system of signs. The artist
uses the camera to quickly react to the
events that happen in his daily surrounding,
in accordance with the idea that everyone is
both an artist and a work of art, because art
is life itself. Why is that so? “Is the image
that you see in the mirror - the other person,
looking at you, condemned to shave with
left hand every morning, also not a decep-
tion?” (Umberto Eco, Foucault’s pendulum).
Just as Irving Blum compared urban
life to “a slow submersion into a bowl of
warm mash”, so the town builds its inhabi-
tants into itself. The artist understands “the
town” as a historically special way of see-
ing, a structure of the visible, an adversed
conceptual town of power and a pedestrian
poetry of resistance (according to De
Certeau). Tudor shoots the streetscapes-
urban landscapes. The images help us pass
through cities that, in turn, reveal to us their
less representative face: everyday at the
market place, in the streets occupied both
with beggars, as well as passing people. In
his town, the photographer recognizes “the
fantastic world of common”, things as they
are, nothing worth remembering, separating
the undignified fragments of everyday life in
a photographic flash-back. Such photo-
graphs are town’s mis-en-scenes, the imita-
tion of the reality within which the author
introduces the values of own experience,
simple facts from the lives of so called “lit-
tle people” (can we see ourselves in this
group?), and “non-monumental objects”
that make the world’s entireness. On the
photographs is visible the hierarchical divi-
sion of social roles (micro-gestures display-
ing social submission), mixing of worlds -
modern and contemporary age, rural/tradi-
tional and urban culture, the unattractive
themes of daily routines of numerous,
sometimes possibly boring, automatic repe-
titions. Photographic framing follows the
cinematic: sliding horizons, shooting by
hand, an accidental motif in the image’s
i ono πto vidiπ u obiËnom ogledalu, taj drugi
πto te promatra osuen da se svako jutro
iznova brije lijevom rukom?” (Umberto Eco,
Foucaultovo njihalo). 
Kao πto je Irving Blum æivot u gradu us-
poredio s “polaganim potonuÊem u zdjelu
tople kaπe”, tako grad ugrauje u sebe svo-
je stanovnike. Umjetnik “grad” razumijeva
kao historijski osebujan naËin vienja,
strukturu vidljivoga, suprotstavljen koncept-
ni grad moÊi i pjeπaËku poetiku otpora (pre-
ma De Certeau). Tudor snima urbane vedu-
te, streetscapes. PomoÊu slika prolazimo
gradovima, koji nam zauzvrat otkrivaju
svoje manje reprezentativno lice, svako-
dnevnicu na trænici, na ulici zaposjednutoj i
prosjacima i prolaznicima. U svome gradu
fotograf prepoznaje “fantastiËan svijet
obiËnoga”, stvari kakve jesu, niπta pam-
Êenja vrijedno, izdvajajuÊi nedignitetni frag-
ment svakodnevnice u fotografskom flash-
backu. Takve su fotografije mizanscene
grada, “dubliranje stvarnosti” u koje autor
uvodi vrijednost osobnog iskustva, Ëinjenice
iz obiËnog æivota tzv. “malog Ëovjeka” (pre-
poznajemo li se u toj skupini?) i “nemonu-
mentalnih predmeta” koji saËinjavaju cjeli-
nu svijeta. Na fotografijama je vidljiva hijer-
arhijska podjela druπtvenih uloga (mikro-
geste koje otkrivaju druπtvenu podree-
nost), mijeπanje svjetova - modernoga i su-
vremenoga doba, ruralne/tradicijske i ur-
bane kulture, nesenzacionalne teme dnevne
rutine brojnih automatskih ponavljanja koja
mogu izazvati dosadu. Fotografsko kadri-
ranje simulira filmsko: nagnuta linija hori-
zonta, snimanje iz ruke, sluËajni motiv u
fokusu slike. Tudor “izvana” promatra za-
jednicu na margini grada i druπtva, tj. izvan
glavnih druπtvenih tokova, s poπtovanjem
tretirajuÊi likove staraca u suvremeno doba
koje, naprotiv, daje prednost produktivnosti
mladosti. No, ne tvrdi li Heinrich da je joπ
jedina moguÊa umjetnost sluËajna ili retro-
spektivna?
Od poËetka nuæan medij crnobijele
fotografije Tudor zadræava i nakon viπestru-
ke tehnoloπke smjene - uvoenja boje i za-
mjene analognog medija digitalnim. Zadr-
æava strogost forme, hermetiËnost izraza i
statiËnost kompozicije nalik na nizozemske
barokne slike, na fotografijama gdje je “slu-
Ëaj samo dio fotografova sistema” u “dobro
postavljenoj jednadæbi snimanja”. Na seriji
fotografija koje dokumentiraju æivot gastar-
bajtera u detaljima razaznajemo kliπejizira-
ne atribute koji utjelovljuju predrasude o
njima - harmonika, tatoo, kovËeg povezan
10
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focus. Observing from “outside” the margin-
al community of town and society, i.e. out-
side main social streams, Tudor respectful-
ly treats the figures of old people, contrary
to contemporary, modern age that gives the
priority to the productivity of the young. But
was it not Heinrich that claimed the only
possible art left to be is either casual or ret-
rospective?
Even now, after multiple technological
shifts - introduction of color and changing
the analog media into digital, Tudor sticks
to the black-and-white photographs, neces-
sary in the beginning. Persisting on a rigid
form, hermetic expression and static com-
positions similar to Dutch baroque paint-
ings, he produces photographs with “the
chance being only a part of the photogra-
pher’s system” in a “well-set shooting equa-
tion”. Photographic series that documents
the life of guest workers displays in detail
the standard attributes embodying the prej-
udices against them: the accordion, the tat-
too, the rope-bound suitcases, in compart-
ments, drinking bottles of brandy, eating
bacon and onions, being too loud in public
places. Here is also a white bag - the attri-
bute of poverty, as proclaimed by Mladen
StilinoviÊ, and trading cheap and used
goods. Is Tudor concerned by Baudrilliard’s
comment on intellectuals that always feel
responsible for something, considering the
responsibility to be the privilege of a radical
mind? Baudrillard speaks of the asymmet-
ric terror of poor people against the rich and
vice versa. “The world is full of the unba-
lance of power (and other unbalances, by
the way)”, writes Gellner. Former newspa-
per photo-reporter, not armed with cyni-
cism as a frequent form of self-distancing
(Sloterdijk’s definition of “cynical mind”),
Tudor has the power of unquestionable tes-
timony on gray, colorless, daily-political pa-
ges of the national press. Chronology, story,
time causality, gives place to the constant
need of reconstructing the relationships, to
the absence of a stable frame of the creat-
ing and resolving the plot, to the subversion
of interpretative certainty.
The picture Paris, 1971 shows a lady
holding a newspaper in her hand and walk-
ing her dog. With a mixture of contempt to-
wards people, attention and owner’s pride,
she observes the dog leaving its excrement
on an inadequate or even forbidden place -
the pavement (human secretions from
streets of medieval towns have been repla-
ced with dogs’). A boy on the picture Zagreb
konopom, ispijanje “unuËiÊa”, boËice konja-
ka u kupeu uz πpek i luk, nametljivo pregla-
san razgovor na javnim mjestima… Tu je i
bijela vreÊica, koju Mladen StilinoviÊ pro-
glaπava atributom siromaπtva, te trgovanje
jeftinom i rabljenom robom. TiËe li se Tudo-
ra Baudrillardova natuknica kako se intelek-
tualci uvijek smatraju odgovornim za neπto,
smatrajuÊi tu odgovornost povlasticom radi-
kalne svijesti? Baudrillard govori o asimetri-
Ënom teroru siromaπnih protiv bogatih i obr-
nuto. “Svijet je prepun nejednakosti moÊi (a
i drugih nejednakosti, usput)”, piπe Gellner.
Novinski fotoreporter, πto je Tudor primarno
bio, nenaoruæan cinizmom kao Ëestim obli-
kom autodistance (kako Sloterdijk definira
“ciniËki um”), ima moÊ nepropitivog svjedo-
Ëanstva na sivim, bezbojnim, dnevnopolitiË-
kim stranicama nacionalnih novina. Krono-
logija, fabula, vremenski kauzalitet ustupa-
ju mjesto stalnoj nuædi rekonstrukcije odno-
sa, odsustvu stabilnog okvira zapleta i ras-
pleta, podrivanju interpretativne izvjesnosti.
Na slici Pariz, 1971. gospoa s novi-
nama pod rukom πeÊe psa. S mjeπavinom
prijezira prema ljudima te paænje i vlasniË-
kog ponosa gleda kako pas obavlja nuædu
na neprimjerenu, Ëak zabranjenu mjestu -
nogostupu (ljudske izluËevine s ulica sred-
njovjekovnog grada zamijenile su pseÊe)…
DjeËaka na slici Zagreb, 1960. vidimo kroz
izlog u kojemu ga privlaËi kolaË pod stakle-
nim zvonom (no, pogledajmo bolje na πto je
joπ taj kolaË nalik… ©to Êe djeËak dobiti,
πto ga Ëeka kad odmota svoju kutiju s bom-
bonima. Promatramo sliku iz vizure slas-
tiËara, æelimo mu ponuditi taj kolaË, dobro-
hotno mu ga darovati…).  
Poput geometrijski konstruirane slike
klasiËne kompozicije izvrsna je fotografija
naslovljena London, 1968. (kratki, suhi,
faktografski naslovi svedeni su na oznaku
mjesta i godinu nastanka). Prikazuje sa-
svim obiËan prizor aukcije u Sothebyju; na
draæbi je upravo rana Picassova slika Bogo-
rodice s djetetom. Na fotografiji je uoËljivo
nekoliko skupina likova: poput kora u
antiËkoj drami, tu je πtafaæa - niz glava pos-
jetitelja aukcije u gledaliπtu, vienih straga,
od tjemena; u sredini kompozicije je sluæbe-
no osoblje aukcije, a tu je i lik tehniËara s
predivnim, gotovo klasiËnim slikarskim de-
taljem visoko u zrak podignute ruke koja
dræi mikrofon. U skupini se istiËe nalakÊeni
Ëinovnik s naoËalama u poluprofilu, okrenut
prema publici s izrazom istodobne ravno-
duπnosti i ljubopitljivosti. Zdesna je djevoj-
ka poËeπljana prema modi 60-ih, pogleda,
12
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ali ne i glave, uzdignuta prema govornici (u
simboliËnom znaËenju sakralnog antepen-
dija) na kojoj se nalazi izvikivaË aukcije.
Djevojka je æivi pandan patosu geste okru-
njenog, autoritativnog æenskog lika zaokup-
ljena prouËavanjem svitka s graditeljskim
projektom, s goleme tapiserije nadnaravne
veliËine likova u pozadini.
Za razliku od “visoke umjetnosti” koja
je tema spomenutog snimka, u Tudorovoj
fotomonografiji toj je slici suËeljen prizor sa
zagrebaËke ulice 20 godina kasnije: Ciganin
u kaubojkama kao Ëovjek-sendviË, sav oblo-
æen jeftinim reprodukcijama ponuenim na
prodaju: erotiziranim sliËicama sumnjive es-
tetske vrijednosti u okviru od fabriciranih
materijala koji simuliraju plemenito drvo;
smijeπan, gotovo karikaturalan lik koji na te-
æak naËin zarauje za æivot. RazliËiti isjeËci
stvarnosti dovode se u razliËite odnose jedni
prema drugima. Tudor manipulira razliËitim
razinama stvarnosti: New York, 1984. i
Borovo, 1975. dva su prizora u kojima su
neskladno suprotstavljeni hrana i industrija
(propala je Fordova ideja da radno mjesto u
tvornici hrani cijelu obitelj, a uz to da ostane
za automobil za nedjeljne izlete u prirodu;
na slici Zagreb, 1958. pretili starac u pot-
koπulji bezuspjeπno popravlja stari kamion).
Na prvoj slici iza zida udobne poπumljene
terase njujorπkog restorana leæi/poËiva sa-
svim drugaËiji svijet, golemo odlagaliπte au-
tomobilskih guma. Tanka staklena pregrada
simboliËki povezuje prizore - na fotografiji
se na restoran, promatran iz gornjeg rakur-
sa, "nalijepio" odraz nagomilanih guma, ras-
tera saËinjenog od ovalnih oblika omiljenih
u psihodeliËnoj umjetnosti. Nagomilavanje
ili akumulaciju predmeta, kvantifikaciju i re-
peticiju uzorka, moæemo uoËiti i na fotogra-
fijama rijeËke luke. Na fotografiji iz Borova
radnica u tvornici odjeÊe, simbolu socijalis-
tiËke industrijske decentralizacije, ËuËnula
je kraj posluæavnika s gulaπem i kriπkom
kruha, na brzinu gutajuÊi ruËak oËito do-
premljen iz restorana radniËke prehrane,
dok se straga vide kalupi na koje se navlaËi
koæa. Konstruktivizam se u Rusiji stavio u
sluæbu revolucije, kao i mnogi poslijeratni
fotografi u Hrvatskoj 50-ih godina koji veli-
Ëaju dræavna graditeljska i industrijalizacijs-
ka postignuÊa. Tudor na svojim slikama
hladno i mirno (“osnovni instrument je us-
krata, temeljni postupak je strogost”, defini-
ra Tudorov postupak Albert Goldstein), sa
zatajenom crtom radniËke/klasne solidar-
nosti (“ne samo toËno, veÊ i ispravno”), i
izvjesnim “poπtenjem iskaza” (ne svodeÊi
1960 is seen through a pastry-shop win-
dow, attracted by the cake under the glass
bell (but look better what else does this
cake look like? What will the boy get, what
awaits him when he opens his box of
sweets? We are watching the picture from
the baker’s standpoint: we wish to offer him
this cake, to make a present in a good will).  
Reminiscent of a geometrically con-
structed painting of classical composition,
London, 1968, an excellent photograph,
(short, dry, factographic titles are reduced
to the mark of the place and year of mak-
ing). It shows a rather usual scene of an
auction at Sotheby’s. On auction is just an
early Picasso’s painting of Madonna with
Child. One can see groups of figures in the
photo - like a chorus in an antique drama,
we also have a staffage - heads of auction
visitors in the theater, seen backwards. The
center of the composition is occupied by the
auction officials and here also is the figure
of a technician with wonderful, almost clas-
sical pictorial detail of the hand held high,
holding the microphone. Among people in
the group is a clerk resting on his elbows,
wearing spectacles, in a semi-profile, facing
the audience with an expression of simulta-
neous irrelevance and interest. On the right-
hand side is a girl with a haircut in the style
of 1960-ties, her eyes, but not head, raised
towards the speaker’s bench (with symbolic
meaning of sacral antependium), where the
speaker stands. The girl is a living counter-
part to the pathos-full gesture of a crowned,
authoritative female figure studying the
scroll with architectural project, displayed
on tapestry in the background with huge
supernatural figures. 
Differing from the “high art” theme on
mentioned photograph, in his photo-mono-
graph, Tudor confronts this picture with the
scene on the streets of Zagreb 20 years
later: a gipsy in jeans as a human sand-
wich, totally covered with cheap reproduc-
tions that have been offered for sale: little
erotic pictures of suspicious aesthetical
value in frames made of synthetic material
that imitate precious wood; silly, almost ca-
ricaturist figure earning his money in a hard
way. Different parts of reality are iuxtaposed
in different relationships. Tudor manipu-
lates different levels of reality: New York,
1984 and Borovo, 1975 depict two scenes
of disharmonious contrast of food and in-
dustry (Ford’s idea of a job in a factory feed-
ing the whole family and still leaving
enough money to buy a car for a weekend
15
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excursion in the country failed; on the pic-
ture Zagreb, 1958 a fat older man unsuc-
cessfully tries to repair his old lorry ). On the
first picture, behind the wall of a comfort-
able garden terrace of a New York res-
taurant lies/rests a totally different world - a
gigantic tire graveyard. A thin, glass screen
symbolically connects both scenes: on a
photograph is the restaurant seen from
above, stuck with the reflection of piled-up
tires in a pattern of oval forms favored in
psychodelic art. The piling-up or accumula-
tion of objects, quantification and repetition
of motives is visible also on photographs of
the harbor in Rijeka. On a photograph from
Borovo, a working woman in a dress-facto-
ry, a symbol of socialistic industrial decen-
tralization, kneels beside a tray of goulash
and sliced bread, hastily swallowing the
lunch obviously brought from the canteen,
while behind her one can see the molds for
stretching leather. In Russia, constructivism
put itself into the service of the revolution,
just like a lot of post-war photographers in
the 1950-ties, glorifying the constructio-
nism and industrial achievements of the
state.
On his photographs, Tudor - cold and
calm - (“basic instrument is deprival, fun-
damental procedure is rigor”, as Albert
Goldstein describes Tudor’s procedure), co-
vering up the line of workers’/class solidari-
ty (“not only exact, but also correct”) with
certain “honesty in statement” (never redu-
cing photograph on style), is shooting the
apotropaeic life of blue collars. Narrative
photographs (a photo strip) on loading wag-
ons on the ship in Rijeka harbor, anticipat-
ing the process of transition and deindus-
trialization in Croatia, have been refused for
no particular reason by home journals
(1980), until finally Oris published them in
1999 under Damir FabijaniÊ’s excellently
chosen name: the luxury of photographic
selfdenial.
“A photograph is not just a copy of
nature, it is a mechanically produced trans-
position of all light values, even from depths
and structure of forms in space” (Franz
Roh). Mario Boπnjak claims that we need a
“middle-sized book of sociological discus-
sions to say the same thing” as does a
photograph of the sleeping girl from Dal-
matinska Zagora (1972). In his work, Tudor
chooses yet another photo of a girl: Vrlika
1972 The girl is climbing on the chair to
reach the school blackboard and fill-in the
empty fields in a table. The flash of a side-
fotografiju na stil), snima apotropejski æivot
plavih ovratnika. Narativne fotografije (foto-
strip) tovarenja vagona u brod u rijeËkoj luci
koje anticipiraju nadolazeÊi proces tranzici-
je i deindustrijalizacije Hrvatske, premda ni-
Ëim posebno, odbilo je objaviti nekoliko do-
maÊih tiskovina (1980.), da bi ih naposljet-
ku 1999. objavio Oris pod nazivom Raskoπ
fotografske samozatajnosti, πto ga je dobro
izabrao Damir FabijaniÊ. 
“Fotografija nije obiËna kopija prirode,
veÊ transpozicija, mehaniËkim putem, svih
svjetlosnih vrijednosti, Ëak i dubinâ i struk-
tura oblika u prostoru” (Franz Roh). Mario
Boπnjak navodi kako bi nam trebao “osred-
nji tom socioloπkih razmatranja da nam ka-
æe isto” πto i fotografija usnule djevojËice iz
Dalmatinske zagore (1972.). Tudor u svo-
me opusu izdvaja drugu fotografiju djevoj-
Ëice: Vrlika, 1972. Ona se upravo penje na
stolicu kako bi dosegnula πkolsku ploËu na
kojoj je ispisan zadatak Ëija prazna polja u
tablici Ëekaju da budu popunjena. Cara-
vaggiovsko boËno svjetlo (koncentrirano u
mlaz), dolazeÊi zdesna, tonom otkrivajuÊi
predivan ljetni dan negdje u blizini Medite-
rana, prosijava kroz teksturu odjeÊe i kroz
raπirene prste na djevojËiËinoj ruci dijeleÊi
joj lice na svijetlu i tamnu polovicu, s po-
gledom usmjerenim prema nevidljivom
razredu, grize usne, zaustavljene u pokre-
tu, zgrËene u trenutku prije nego πto Êe us-
postaviti poloæaj ravnoteæe i uspraviti se
pred ploËom.
Tudor usmjerava oko svoje kamere
prema reporterskom zadatku, ali ono za-
hvaÊa sve na tom putu poput πurikena -
pogledajmo pobliæe fotografiju Wien, 1973.
Gospoa na slici æeli ostaviti strog dojam i
pogledom prekorava fotografa. Postavlja se
autoritativno, iako nosi neprimjerene uvija-
Ëe na glavi. Smatra da na to ima pravo zato
πto su uvijaËi, po njezinu miπljenju, mode-
ran/avangardan detalj. No takav stav pobija
sama - punctum fotografije je komadiÊ gole
koæe jedne noge prebaËene preko druge,
koja se prosijava ispod suknje, viËuÊi kako
je car gol. Maska se sama raskrinkava.
Fotografije Zagreb, 1966. i Rogoznica,
1977. povezuje punctum, æenski lik u bije-
loj haljini, koju iπËitavamo kao vjenËanicu,
u pogreπnom kontekstu: prva prikazuje ruti-
nsku probu cirkusa u kojoj klaun otkriva
svoje obiËno neveselo lice ispod debele na-
slage πminke; otraga je plavuπa, odjevena u
haljinu od tila i glave ogrnute koprenom s
umornom ravnoduπnoπÊu razgovara sa æon-
glerom koji jednako besciljno maπe bejzbol
16
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palicom. Druga spomenuta fotografija snim-
ljena je na dalmatinskoj obali, kadrirana
prema puËini: u prvom je planu skupina æe-
na koje stojeÊi razgovaraju; kraj njih je ËuË-
nula (tipiËna poza dokolice ili stav Ëekanja
u orijentalnoj kulturi), ne sudjelujuÊi u raz-
govoru, umorna djevojËica u priËesnoj halji-
ni. U drugom planu fotografije ribar raspliÊe
mreæu; iza njega scenu orubljuju, zatvarjuÊi
kompoziciju, πumom zacrnjeni otoci poput
olujnih oblaka, nagovjeπtaja drame. Punta
Planka, 1986. je triptih fotografija gdje nas
dva prizora primicanja vala obali poput
uvodnih kadrova pasice stripa uvode u dra-
matiËan prizor sudaranja valova nadomak
obale, kao pljesak dlanom o dlan, zatvaran-
je πkoljke vlastitim miπiÊima… 
Na fotografiji Supetar, 1982. snimljen
je tovar u kamenjaru, u nervoznom pokretu
usredotoËenom na tjeranje muhe. Krivulju
vrata i straænjih nogu tovara prati, odnosno
kompozicijski “usklauje”, maslinovo stab-
lo. Rep, uπi i straænje noge æivotinje, kao i
suhozid u drugom planu, vuku silnice kom-
pozicije, ali u suprotnom smjeru. 
Oval lica pod rupcem seljanke u polu-
profilu likovno je jednakovrijedan motivu
sliËna oblika i smjera protezanja: potplata
muπke cipele potkovane Ëavlima koji se na
neobjaπnjiv, ali ne i dramatiËan naËin (iako
takva jukstapozicija sugerira opasnost, æena
se smije) naπao kraj njezina lica, u nekakvoj
moæda kolodvorskoj guævi (Karlovac,
1961.). Pogledajmo ni po Ëemu senzacio-
nalan, izmjeπten domaÊi prizor na fotografiji
Priπtina, 1960. - natpis “zanatlija” (nije na
albanskom, nije na Êirilici) nad duÊanom u
prizemlju kuÊe funkcionira kao tekstualni
komentar keatonovski humornog prizora
elektriËara koji balansira na rasvjetnom stu-
pu iznad kuÊe.
Zapis iz ruralne kontinentalne Hrvat-
ske: GospiÊ, 1961. bukoliËka je scena s
razdraganim parom staraca. Seljanka poput
bakantice rukama podiæe suknju otkrivajuÊi
iskrivljena stopala, umjesto buketa u ruci
dræeÊi korabicu. Kao da poziva starca da
odloæi svoje orue, πto je ovaj i uËinio, i da
pleπe s njom. Kosa odloæena kraj plota svo-
jim drπkom kompozicijski prati pokret liko-
va, dok se krovni lim kuÊe u pozadini svija
u suprotnom smjeru. Sudar civilizacijskih
sfera utjelovljuje fotografija snimljena u
AmeriËkom paviljonu ZagrebaËkog velesaj-
ma 1960. Antun MaraËiÊ ovako je opisuje:
“U prvom planu veliki je model atoma i nje-
gova kruæenja, postavljen na sjajnoj zrcalnoj
podlozi. Dva posjetitelja iz istoËnih krajeva
light coming from the right, in Caravaggio’s
style, discovers a beautiful summer day
somewhere near the Mediterranean, shines
through the dress and stretched fingers on
the girl’s hand, dividing her face into a dark
and bright half, her eyes directed towards
the invisible classmates, chewing her lips,
frozen in a movement, caught before the
equilibrium is restored to allow her to stand
in front of the board.
The eye of Tudor’s camera aims on the
work of a reporter, like a shuriken, it catch-
es everything in its path - so look better at
the photo Wien, 1973: the lady in the pictu-
re wishes to leave a rigid impression, accu-
sing the photographer with her look; stand-
ing with authority although she is wearing a
set of inappropriate curling-rolls in hair. She
believes to be right because, in her opinion,
it is a modern/avant-garde detail. But she
herself beats this attitude - the punctum of
the photo is a piece of naked skin on one of
her legs, resting over the other, shining
through the skirt and crying: the emperor is
naked! The mask unmasks itself.
The photos Zagreb, 1966 and Rogoz-
nica, 1977 share the same punctum: the
figure of a woman in a white dress, suppos-
edly a wedding-dress, but in a wrong con-
text: on the former is a routine rehearsal in
a circus with a clown showing, behind a
thick layer of make-up, his usually unhappy
face. Behind him is a blonde woman wear-
ing a white dress and a veil, speaking with
tired irrelevance to a juggler that equally
pointlessly swings a baseball stick. The lat-
ter photo was shot on the Dalmatian coast
and directed against the sea: in the first
plan a group of women are standing and
talking, close to them is a little girl sitting on
her heels (a typical pose of boredom or, in
oriental culture, the pose of waiting), taking
no part in conversation - a tired girl dressed
for the Holy Communion. In the second
plan a fisherman stretches his net and
behind him the scene is closed by wood-
blackened islands heralding, like stormy
clouds, the incoming drama. Punta Planka,
1986 is a photograph triptych with two
scenes of a wave approaching the coast, in-
troducing, like a strip of drawings, the dra-
matic event of a wave-crash near the coast,
just like clapping hands, just like the closing
of a clam by its own muscle.
On the photograph Supetar, 1982 a
donkey in a stony landscape is nervously
trying to get rid of the fly. The curve of don-
key’s neck and back legs is followed, better
17
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bivπe dræave u karakteristiËnoj odjeÊi pozor-
no promatraju model, pri Ëemu su podigli
noge na postament. Tako se istiËe bogato
izvinut kljun opanka koji se odraæava u zr-
calu sjajnog materijala. Taj susret atoma i
opanka predstavlja najpregnantniju moguÊu
paradigmu konfuzije prostora i vremena
koje dijelimo s lucidnim fotografom.”. U
bolniËkoj sobi pacijent nosi scenografski
vaænu prugastu pidæamu (na slici je ona
vizualni pandan tetoviranoj kobri) koja su-
gerira njegovu pomirenost sa institucionali-
zacijom, a drugi, razodjeven do pasa, po-
nosno pokazuje svoje shematski izvedene
diskrepantne tetovaæe nalik na stickere iz
tinejdæerskog magazina (Zagreb, 1978.).
Isti motiv odjeÊe s uzduænim prugama na-
lazimo na slici Auschwitz, 1979.: prikazuje
dvije kompozicijski superponirane povorke -
sveÊenika i preæivjelih logoraπa na obljet-
niËkoj proslavi, suprotstavljenih smjerova
kretanja/koncentriranosti obreda, svi u odo-
rama simboliËka znaËenja (bijela, po-
sveÊena haljina sveÊenika; logoraπka martir-
ijska, s naπivenim brojem). U svojemu eseju
Camera lucida Barthes donosi reprodukciju
fotografije roba, a zaprepastila ga je Ëinjeni-
ca da je ropstvo postojalo u tako nedavnoj
proπlosti i da je uspjelo biti kaptirano medi-
jem fotografije. Istodobno, ne treba smetnu-
ti s uma Ëinjenicu da je i danas posje-
dovanje ljudi raπirena pojava (na ropski rad
je prisiljeno preko 12 milijuna ljudi), a
Barthes je i sâm iskoristio siromaπtvo dje-
Ëaka po Aziji i Juænoj Americi… Ono πto
fotografiju razlikuje od ostalih sustava
umjetniËkog prikazivanja jest njezin referent
(objekt, motiv), koji je nuæno stvarni pred-
met, dok referent slike moæe biti i neposto-
jeÊi (imaginaran). Fotografija ne moæe hiniti
stvarnost: ona moæe lagati o smislu stvari,
ali ne i o njezinu postojanju. Prema Barthe-
su, “svaka je fotografija svjedodæba prisut-
nosti”, πto znaËi da fotografija nepobitno
svjedoËi egzistenciju objekata koji u ovom
trenutku ne moraju viπe postojati.
Neke fotografije na Tudorovoj izloæbi
donesene su s turistiËkih i sluæbenih puto-
vanja (nikad nije optereÊen potragom za “iz-
nimkama, kuriozitetima, egzotikom, eksces-
ima i znamenitostima”). »ine se poput itine-
rera u slikama: Azijat u poluleæeÊem poloæa-
ju na trijemu drvene kuÊe u uvjetovanoj je
fiziËkoj ograniËenosti pokreta dodatno zaus-
tavljen, nepomiËan (Bangkok, 1978.). S
puta u London Tudor ne donosi fotografiju
katnog autobusa, veÊ djeËaka kako se mlate
na ploËniku, u borbi za stjecanjem/oËuva-
to say, “accorded to composition” by an
olive tree. The tail, ears and back legs of the
animal, as well as the stone wall in the sec-
ond plan, draw the power-lines of composi-
tion, but in an opposite direction. 
The oval of a peasant woman’s face
with a scarf in half-profile has an equal pic-
torial value as a motif similar in form and
direction - the sole of a man’s shoe with iron
rivets, occurring inexplicably but not dra-
matically (although such iuxtaposition
means danger, the woman is laughing) near
her face in a crowded place, perhaps a rail-
way station (Karlovac, 1961). Let us see
now a domestic, in no way sensational or
prepared scene, on photo Priπtina, 1960 -
the inscription “craftsman” (written neither
in Albanian, nor in Cyrillic) on the shop in
the ground floor is a textual comment on a
Keaton-style scene of the electrician trying
to keep his balance on the lamp-column
high above the roof.
A record of rural, continental Croatia:
GospiÊ l961, is a bucolic scene of a couple
of happy old people. Like a bacchante, a
peasant woman raises her skirt, exposing
her deformed feet and, instead of a bou-
quet, holds a kohlrabi in one hand. She
seems to call the old man to put down his
tools, what he did, and dance with her. The
line of a handle of a scythe laying against
the hedge follows the movement of figures
in composition, while in the background the
tin on the house roof bends in the opposite
direction. The photo made in the American
pavilion at the Zagreb Fair 1960 embodies
the cash of civilisations. Antun MaraËiÊ
describes it in following way: “In the first
plane is a big model of an atom and its cir-
cling, mounted on a shiny, mirror surface.
Two visitors from the east part of former
state watch the model with interest, putting
their legs on postament, thus emphasizing
the rich curve on top of their traditional
shoes that is being mirrored in the shiny
material. 
This encounter of the atom and the tra-
ditional shoe illustrates the most pregnant
paradigm of the confusion of space and
time that we share with the lucid photogra-
pher.” In a hospital room, a patient wearing
scenographically important striped pyjama
(comparable, on a photograph, with a cobra
tattoo) suggests his resignation towards the
institutionalization, while the other patient,
half naked, proudly shows his schematical-
ly discrepant tattoos looking like “stickers”
in a teenagers’ magazine (Zagreb, 1978).
19
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Similar motif of clothes with vertical stripes
is also present in the photo Auschwitz,
1979: the two processions in a superposed
composition - one being the priests and the
other being the camp survivors in a comem-
moration festivity, services of confronted
directions of movement/concentration wear-
ing significant symbolical robes (white,
sacral robe of the priests and martyr robes
with number of the prisoners). In his essay
Camera lucida, Barthes presents the repro-
duction of a photograph of a slave, appalled
by the fact that slavery existed not very long
ago and was captured on photographic me-
dia. In the same time, we must keep in
mind the fact that, even today, the posses-
sion of people is a rather widely spread
practice (more than 12 millions of humans
are forced to slave work) - Barthes himself
took the advantage of boys’ poverty in Asia
and South America. What differs a photo-
graph from other systems of artistic presen-
tation is its reference (object, motif ) - an
obligatory real object, while in painting the
reference can just as well be an unreal
(imaginary) object. Photographs cannot
mimic reality: they can lie about the purpo-
se of something, but not about its existence.
After Barthes, “each photograph is a testi-
mony of presence”, meaning that a photo-
graph undeniably witnesses the presence of
the object although they need not to be in
existence any more.
Some photos on Tudor’s exhibition ca-
me from tourist or official tours (he has ne-
ver been under pressure to chase “excep-
tions, curiosities, exotics, excesses or fa-
mous”). They look like an illustrated itine-
rarys: an Asian male half-laying on the
porch of a wooden house, in conditions of
physically restrained movement, additio-
nally stopped, immobile (Bangkok 1978).
From his trip to London, Tudor does not
bring a London bus, but boys fighting on a
pavement struggling to win/keep their rights
or their territory. Milano 1981 is a scene
from a railroad station: a transvestite stand-
ing with widely spread legs and provocati-
vely staring into the camera’s eye (Is this
maybe his working uniform? He looks just
like a cat in the boots from a children’s pic-
ture book.), inhaling the smoke of a ciga-
rette as if he’ll blow it directly in your face.
Near-by, on a wall, is a humorously similar
poster of stylized legs stretched in the air,
visualizing the textual message: “The World
upside down”. One of two traditionally orien-
ted men, a more curious one, looks with
njem prava ili teritorija. Milano, 1981. do-
nosi scenu s kolodvora: transvestit u πiro-
kom raskoraku provokativno uzvraÊa pogled
oku kamere (Ili mu je to radna odjeÊa?
Nalikuje na maËka u Ëizmama u slikovnici
iz djetinjstva.), srËuÊi dim cigarete koji kao
da Êe nam svakog Ëasa ispuhati u lice. Kraj
njega na zidu u humornoj je sliËnosti plakat
koji prikazuje stiliziran par nogu okrenutih
uvis, vizualizirajuÊi tekstualnu poruku pla-
kata: “naopaki svijet”. Jedan, ljubopitljiviji
od dvojice tradicionalno odreenih muπka-
raca, u pozi iπËekivanja sa strane odmjera-
va pogledom lik koji se nameÊe u prostoru
zgrade i fotografije (jednako je tako izrazito
odmicanje glave u stranu drugog muπkar-
ca). Dok mladi transvestit pozira, dvojica
straight graana povlaËe se u zidnu niπu, ne
æele biti zahvaÊeni fotografijom, iskazuju to
tijelom, ne i verbalno.
RadeÊi kao fotoreporter (to posljednje
dijete novinarstva, prema Veselku Tenæeri),
Mladen Tudor i u svoje “privatne” fotografi-
je uvodi stalnu kvalitetu nereæiranosti snim-
ljenih situacija (ni portretirane osobe nisu se
pozirajuÊi unaprijed preobrazile u vlastitu
sliku, πto je primarno fotografova zasluga).
Istinitost prikaza vaæna je za reportaænu
fotografiju. Prisjetimo se, vijest da je Cappa
moæda reæirao smrt lojalistiËkog vojnika na
fotografiji koja postaje ikonom pravedne
partizanske borbe (njezin dokumentarizam
potkrjepljuje detalj puπke u ruci ratnika od-
rezane snap-shot kadriranjem) odjeknula je
snaænije nego da se radi o tekstualnoj krivo-
tvorini informacije, upravo zbog pretpostav-
ljene neupitne objektivnosti reportaæne foto-
grafije kao slike “gole Ëinjenice”. 
Kada se snimao film Prohujalo s viho-
rom, producent David O. Selznick naloæio je
da se prilikom πivanja kostima za Vivien
Leigh paæljivo izvede nekoliko slojeva pod-
suknji orubljenih Ëipkom, kao i rublje od fi-
ne svile. Kad su mu prigovorili zbog rasipa-
nja novca na neπto πto se na filmu ionako
ne vidi, objasnio je tu gestu boljom uæivlje-
noπÊu glumice u vrijeme i lik koji prezenti-
ra: tako i na fotografijama Mladena Tudora
iza obiËnog/nesenzacionalnog prizora pulsi-
ra neprimjetan, ali stvaran æivot. Danas,
kada viπe ne radi kao fotoreporter, neopte-
reÊen instrumentalno-ilustrativnom ulogom
fotografija, Tudor se, Tenæerinim rijeËima,
zagledao u stare negative i poËeo odabirati
svoje slike. Tako je nastala fotomonografija
- knjiga kao izloæba (Mladen Tudor 99
fotografija, Durieux, Zagreb, 1998.), i izloæ-
ba (Mladen Tudor - Fotografije 1954 -
20
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expectation from beside the figure imposed
over the space of the house and the space
of the photo (of same significance is also
the other man’s sidewise movement of the
head). While the young transvestite poses,
two straight citizens recede into the niche
on the wall, wishing not to be caught by a
photograph and telling it with their bodies
rather than words.
Working as a photo-reporter (this last
child of journalism, after Veselko Tenæera),
Mladen Tudor introduces even in his “priva-
te” photographs the constant quality of un-
prepared shooting situations (the portrayed
persons are not transformed into their own
picture by posing, a primary merit of a pho-
tographer). The truthfulness of a record is
important for a reporter’s photo. Let us re-
member: the news that Cappa might have
had arranged the death of a loyalist soldier
on the photograph that became the icon of
the rightful partisans’ fight (its documenta-
rity supported by the detail of a rifle in the
soldier’s hand, cut by snap-shot framing),
echoed stronger than possible textual for-
gery of information, just because of the sup-
posed unquestionable objectivity of a repor-
ter’s photograph as a “naked fact”.
On shooting the movie Gone with the
wind, the producer David O. Selznick de-
manded additional carefully made layers of
embroidered petticoats and underwear of
fine silk on Vivian Leigh’s costume. Con-
fronted with the comments that he spent
too much money on things that cannot even
be seen in the movie, he explained that it
would impart to the actress a better feeling
of the time and the personality that she rep-
resents: similarly, on Mladen Tudor’s photo-
graphs, behind the orderly and non-sensa-
18
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2004) u MUO 2005. - oprostorena knjiga.
Tudor od svjedoËenja dogaajima preuzima
status tvorca vijesti, pruæajuÊi materijal za
nova/druga hibridna djela novinarstva i fo-
tografije. NeoptereÊen dopisivanjem vlasti-
te biografije pokazuje svoj fotografski rast i
kontinuitet izlaæuÊi prve πkolske studijske
fotografije modula od papira te posljednje,
koje povezuje pravilan ritam kompozicije s
trostruko ponovljenim naenim motivom
(svojevrsnim fotografskim objet-trouvéom).
U doba senzacionalistiËkog æurnalizma i
prenapregnutih fotografskih prizora u tisko-
vinama, æalimo za dobrim (starim) spojem
novinarstva i literature, fotografije i umjet-
nosti. t
≥ Silva KalËiÊ - diplomirala povijest umjet-
nosti i tekstilni dizajn na SveuËiliπtu u
Zagrebu. Radi kao free-lance likovni kritiËar
i kustos te u izdavaπtvu. 
Silva KalËiÊ - graduated History of Art and
Textile Design at the University of Zagreb.
Free-lance art critic and a curator, also
engaged in editorial work.
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tional, pulsates the hidden, but real, life.
Today, when he is no more working as
photo-reporter, liberated from the instru-
mental-illustrative role of the photographs,
Tudor, in Tenæera’s words, pondered into
his old negatives and began to choose
among his pictures. The result is his photo-
monograph - a book as an exhibition
(Mladen Tudor 99 photographs, Durieux,
Zagreb 1998) and the exhibition (Mladen
Tudor - photographs, 1954 - 2004) in the
Museum of Arts and Crafts, 2005 - a spa-
tial book. Once a witness to the events,
Tudor now has the status of a news-maker,
producing materials for some new/other
hybrid works of journalism and photogra-
phy. Free from writing his own biography,
he shows his photographic growth and con-
tinuity exposing his first, school-age photo-
graphic studies of a paper-made module
together with his recent works, mutually
connected by a regular rhythm of composi-
tion, containing the threefold repetition of a
found motif (some sort of photographic
objet-trouvé). In the time of sensationalistic
journalism and over-tense photographic
scenes in newspapers, we grieve after the
old (good) compound of journalism and lite-
rature, photography and art. l
prijevod / translation: Jasna FriπËiÊ
18. M. Tudor, Entebe 1969.
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